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young lady's future. The best of the vocal performances 
was that of Miss Minnie Robinson in Rebecca's air from 
*' Ivanhoe," and a word of praise should be given to Mr. 
B. P. Parker for his careful rendering of Raft's Concerto in 
D minor for violoncello. The Concert was conducted with 
his usual care and tact by Dr. A. C. Mackenzie. 

On March 30 and 3r and the ISt and 2nd ult. perform- 
ances were given at this Institution by the operatic class 
directed with so much skill and energy by Mr. Betjemann. 
Act II. of Mozart's " Nozze," Act II. of Wfagner's " Dutch- 
man," Act II. of Flotow's " Martha," and selections from 
Acts II. and IV. of " I1 Trovatore " were each played 
three times with diSerent casts, so arranged as to allow the 
same student to appear in diSerent roles. Among those 
whose singing and acting showed most promise may be 
named Misses L. Redfiern, E. Mackenzie, L. Burden 
M. Roebuck, K. Lewis, V. Robinson, E. Rasey, I. Webb 
A. J. Cullum, B. Muat, V. Galbraith, and I. Thorpe- 
Davies; Messrs. W. E. Philp, Arthur Barlow, C. E. Jones, 
Leslie Walker, P. Brozel, G. C. Williams, A. Henning, and 
J. Walters. The difficult Fi1zale in Mozart's opera 
was exceedingly well done, and the women's chorus at the 
opening of the act from the " Dutchman " has in all pro- 
bability never been so well sung or acted in this country 
Praise, too, is due to the stage ' business " generally, which 
testified alike to the intelligence of those concerned and to 
the excellence of their training. Mr. Betjemann, who of 
course conducted, might, in the matter of watchfulness, have 
given points to Argus. He was warmly congratulated on the 
efficiency shown by his pupils. The accompaniments 
were capitally played by ten students on stringed instru- 
ments, backed by Mr. Gilbert R. Betjemann at the 
pianoforte. 

Several competitions for prizes and scholarships have 
taken place at the Royal Academy of Music since our last 
issue, the first being for the Louisa Hopkins Memorial 
Prize, on March 26. The examiners were Mr. Graham 
P. Moore, Mesdames E Clinton Fynes and Alma Haas 
(in the chair). There were twenty-two candidates and the 
prize was awarded to Llewela Davies, the examiners 
highly commending Mabel Lyons and Ada Tunks. 
The competition for the Sterndale Bennett Scholarship 
took place on the 7th ult. The examiners were Messrs 
E. Prout, H. R. Rose, E. Sauret, T. Wingham and W. Mac 
farren (chairman). There were eleven candidates and the 
scholarship was awarded to Stanislaus Ssczepanowski 
the examiners highly commending Bernard C. Flanders. 
The competition for the Sterndale Bennett Prize took place 
on the same day. The examiners were Messrs. Wadding- 
ton Cooke, Carlo Albanesi, and Miss Fanny Davies (in the 
chair). There were thirty-five candidates and the prize 
was awarded to Lavinia Powell. The examiners highly 
commended Ada Tunks and commended Mabel Lyons 
Lilias Pringle, and Edith Pratt. The competition for the 
Liszt Scholarship took place on Friday, the 8th ult. There 
were fourteen candidates, who had passed the Literary Ex- 
amination held on Tuesday last, and of these the judges 
decided to recommend Miss Ida C. Betts to the trustees for 
election to the scholarship. The examiners were Mr 
Sapellnikoff, Professor Niecks, and Mr. Ed. Dannreuther 
(Chairman). The competition for the Parepa Rosa Scholar- 
ship was also decided on the same day. The examiners were 
Messrs. F. King, F. Walker, W. Nicholl, E. Fiori, and M. 
Garcia (in the chair). There were fifty candidates and the 
scholarship was awarded to Alice A. Simons. The 
examiners highly commended Ada M. Loaring and Lilian 
A. Foote and commended Aileen Burke, M. Willis-Bund 
Alaud L. Hoppe, Mary J. Ford, and Kate J. Nicholes. 

ROYAL GOLLEGE OF MUSIC. 
THE usual terminal Orchestral Concert at this Institution 

took place at Alexandra House on March 24, under the con- 
ductorship of Professor Stanford. The chief piece, which 
was placed at the end of the programme, was the music to the 
" Midsummer Night's Dream," given complete with all the 
vocal parts. The choice of Mendelssohn's music was not 
altogether happy, for its proper execution requires an ex- 
treme delicacy, refinement, and finish which can scarcely be 
expected from performers still in a state of pupilage. It 
will easily be conceived that the fairy music hardly had full 
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justice done to it, and that the performers were more suc- 
cessful in the Wedding March and the vigorous parts of the 
Overture. The burlesque Funeral March amused the 
audience, and the rendering of the Notturno deserves 
praise. The solo parts were agreeably sung by Misses 
Mary Richardson, Una Bruckshaw, and Margaret Purvis. 
Brahms's "Academic " Overture was playedwith much spirit, 
and indeed showed the orchestra to much more advantage 
than Mendelssohn's work. Miss Edith Green, an excellent 
pianist, played Saint-Saens's Pianoforte Concerto in G minor 
with great spirit and brilliancy, though at times a little 
overpowered by the band. The vocal pieces were con- 
tributed by Miss Una Bruckshaw, whose singint, of 
Mendelssohn's " Infelice " was correct, but seemed to lacl 
warmth and impulse; alld by Miss Jeanie Rankin, who 
may be warmly commended for an intelligent rendering of 
Volkmann's scena " An die Nacht," a fine work with a 
very effective orchestral introduction. 

ROYAL INSTITUTION. 
PROFESSOR BRIDGE concluded, on the gth ult., at the 

Royal Institution, an exceedingly interesting series of 
three Lectures, entitled " Dramatic Music from Shakespeare 
to Dryden." The Professor said that although in I565 
there appeared something like a real musical drama by 
Richard Edwards, Master of the Children of the Chapel 
Royal, music could scarcely be said to exist in the play 
before the time of Shakespeare. If, however, our great 
poet had not originated the musical play he had, by his 
many beautiful lyrics and opportunities aSorded in his 
plays for instrumental music, greatly assisted its develop- 
ment. As a rule, the songs were not sung by the actors 
but by men and boys introduced for the purpose. " It was 
a lover and his lass," in " As you like it," was sung by 
two pages, apparently introduced with this object-. In the 
" Merchant of Venice," the song, " Tell me where is fancy 
bred ? " was preceded by the stage direction, " Music, 
while Bassanio comments on the caskets to himself. X ' 
Malone told us that " The band of eight or ten performers 
was placed in an upper balcony over what is now called 
the stage box.' In the introduction to Shakespeare's 
" Tempest," as altered by Dryden and Davenant, and first 
played at the Duke's Theatre, Lincoln's Inn Fields, in I670 
we were told that " the front of the stage is opened, and 
the band oftwenty-four violins, with the harpsichords and 
theorbos which accompany the voices, are placed between 
the pit and the stage." This passage had led to the 
supposition that this was the first occasion on which the band 
had taken the position it had since occupied, or rather until 
it was banished underground. In the early days of the stage 
companies of boy actors were very ffleneral, the choir boys ot 
royal and noble persons were frequently employed in the 
play, and so great was the desire to obtain good voices that 
boys were actually pressed into the service and taken by 
force from other establishments. The Westminster play 

> was a relic of the days of Queen Elizabeth. The musical 
abilities of these boy actors doubtless encouraged dramatists 
to increase the number of songs in their plays. 

* At the second Lecture the Professor treated of the 
* Masque, although, he said, " the masque existed not only 

side by side with, but long before the plays of Marlowe and 
Shakespeare." The masque, however, was an entertain- 
ment for the rich, its only popular use being as a kind of 
allegorical introduction to the play. A remarkable instance 

' of its employment in this manner occurred in the earSiest 
y English tragedys entitled " Ferrex and Porrex." The plot, 

as related in the "Argument of the Tragedie acted on 
January I8, I562, before Queen Elizabeth, by the gentlemen 
of the Inner Temple," was as follows:-;' Gorboduc, King of 
Britain, divides his realm during his lifetime between his 

* two sons, Ferrex and Porrex. The sons fall to discussion. 
- The youn.ger kills the elder. The mother, in revenge, kills 
X the younger. The people rise in rebellion and kill both 

father and mother. The nobles assemble and destroy the 
rebe]s. Afterwards they fall to civil war, in which many 

t are slain and the land miserably wasted." Each of the five 
- acts of this work was preceded by a dumb show allego. ical 

of what was to follow, accompanied by instrumental music, 
t which was remarkable for being the earliest specimen of the 
1 use of appropriate instrumental colouring; the instruments 
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largely introduced into plays. Downes, the dramatic 
historian of this period, spoke highly of a tragedy by 
Shadwell, entitled ' Psyche," set to music by Locke, and 
produced in I673. Pelham Humphrey and Banister also 
helped forward the progress of dramatic music; but the 
first real opera-i.e., in which there were no spoken words, 
was Henry Purcell's " Dido and LEneas," both the music 
and form of which were considerably in advance of the 
works of his contemporaries. After briefly commenting on 
other dramatic writings and operas by this composer, 
Professor Bridge concluded by saying that it had been well 
said that " Henry Purcell is as much the pride of English- 
men in music, as Shakespeare in productions for the stage, 
hfilton in lyric poetry, or Newton in philosophy." 

During the Lectures a most interesting series of perform- 
ances were given by Professor Bridge, Miss Monk, Messrs. 
A. Collard and Dan Price, and choristers of Westminster 
Abbey. 

TRINITY COLLEGE. 
AT the Orchestral Concert given at Princes' Hall, on the 

6th ult., two new works by students were played for the 
first time-viz., an ambitious but somewhat heavy and 
uninteresting Scherzo for orchestra by A. Mistowski, and 
a Caprice, for pianoforte and orchestra, by A. W. Ketelbey. 
The latter young gentleman is evidently old-fashioned 
enough to take Mendelssohn for a model, and to believe in 
the value of an extended, formal melody, such as he has been 
so fortunate as to inventfor his charming second subject. His 
music is clear, graceful, and continuous; it displays an 
agreeable fancy, lightness of touch, and considerable know- 
ledge of effect. Miss Marion Clapton played Liszt's Hun- 
garian Fantasia, but was not altogether equal to the great 
difficulties which it presents. Miss Edith M. Idle gave a 
careful performance of two movements from Henselt's 
Pianoforte Concerto and Mr. C. S. Fenigstein was heard 
once more in the Awldnalte and FislaZe from MendelssohTl's 
Violin Concerto. Miss Maggie Pritchard may be com- 
mended for a tuneful rendering of " With verdure clad." 
The orchestra played some trifles by Bizet and the first and 
last movements from Grieg's now rather hackneyed " Peer 
Gynt" Suite. Considerable improvement was noticeable 
in the strings, especially as regards quality of tone and 
intonation, but the " wind " was less satisfactory. 

THE WAGNER SOCIETY. 
MR. V9. ASHTON ELLIS gave, on March 3o, before the 

Wagner Society, his concluding Lecture on Wagner's " Art- 
Work of the future." The Art-Work was written in six 
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space of time when the amount of deep thought it contained 
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arose from their compressed meaning and employment of 
words in a wider sense than their common acceptation. 
Thus, the word *' folk" was used to signify the racial 
characteristics of a people which were frequently traced back. 
as in his great dramas, to early folk-lore. After referring to 
the significations of several other words used by Wagner, Mr. 
Ellis briefly sketched the contents of the principal sections of 
the " Art-Work"-viz., I. Art of Dance-i.e., the pantomimic 
portion of the drama; gesture based on rhythm; 2. Tone, 
compared by Wagner in a magnificent metaphor to an 
unfathomable ocean which bound together the lands of 
Dance and Poetry; 3. Poetry, necessary to give music 
definite expression; 4. Architecture, employed in the audi- 
torium and stage; 5. Sculpture, vivified in the actions of the 
actor; 6. Paixlting, utilised in the scenery. In conclusion, 
the lecturer said that Wagner's ' Art-Work of the future" 
was not, as had been advanced, a glorification of his own 
musico-dramatic system, but a great look forward to the 
time when art should become a part of our daily life. 

DVORAK'S "REQUIEM " IN BRIGHTON. 
THE production here of Dvorak's great work, on 

March 3I, naturally excited the interest of music-lovers 
in an exceptional degree. Great credit is undoubtedly due 
to the Brighton and Hove Choral and Orchestral Society 

largely introduced into plays. Downes, the dramatic 
historian of this period, spoke highly of a tragedy by 
Shadwell, entitled ' Psyche," set to music by Locke, and 
produced in I673. Pelham Humphrey and Banister also 
helped forward the progress of dramatic music; but the 
first real opera-i.e., in which there were no spoken words, 
was Henry Purcell's " Dido and LEneas," both the music 
and form of which were considerably in advance of the 
works of his contemporaries. After briefly commenting on 
other dramatic writings and operas by this composer, 
Professor Bridge concluded by saying that it had been well 
said that " Henry Purcell is as much the pride of English- 
men in music, as Shakespeare in productions for the stage, 
hfilton in lyric poetry, or Newton in philosophy." 

During the Lectures a most interesting series of perform- 
ances were given by Professor Bridge, Miss Monk, Messrs. 
A. Collard and Dan Price, and choristers of Westminster 
Abbey. 

TRINITY COLLEGE. 
AT the Orchestral Concert given at Princes' Hall, on the 

6th ult., two new works by students were played for the 
first time-viz., an ambitious but somewhat heavy and 
uninteresting Scherzo for orchestra by A. Mistowski, and 
a Caprice, for pianoforte and orchestra, by A. W. Ketelbey. 
The latter young gentleman is evidently old-fashioned 
enough to take Mendelssohn for a model, and to believe in 
the value of an extended, formal melody, such as he has been 
so fortunate as to inventfor his charming second subject. His 
music is clear, graceful, and continuous; it displays an 
agreeable fancy, lightness of touch, and considerable know- 
ledge of effect. Miss Marion Clapton played Liszt's Hun- 
garian Fantasia, but was not altogether equal to the great 
difficulties which it presents. Miss Edith M. Idle gave a 
careful performance of two movements from Henselt's 
Pianoforte Concerto and Mr. C. S. Fenigstein was heard 
once more in the Awldnalte and FislaZe from MendelssohTl's 
Violin Concerto. Miss Maggie Pritchard may be com- 
mended for a tuneful rendering of " With verdure clad." 
The orchestra played some trifles by Bizet and the first and 
last movements from Grieg's now rather hackneyed " Peer 
Gynt" Suite. Considerable improvement was noticeable 
in the strings, especially as regards quality of tone and 
intonation, but the " wind " was less satisfactory. 

THE WAGNER SOCIETY. 
MR. V9. ASHTON ELLIS gave, on March 3o, before the 

Wagner Society, his concluding Lecture on Wagner's " Art- 
Work of the future." The Art-Work was written in six 
weeks in the autumn of I849, an almost incredibly short 
space of time when the amount of deep thought it contained 
was considered. The difficulty of interpreting these works 
arose from their compressed meaning and employment of 
words in a wider sense than their common acceptation. 
Thus, the word *' folk" was used to signify the racial 
characteristics of a people which were frequently traced back. 
as in his great dramas, to early folk-lore. After referring to 
the significations of several other words used by Wagner, Mr. 
Ellis briefly sketched the contents of the principal sections of 
the " Art-Work"-viz., I. Art of Dance-i.e., the pantomimic 
portion of the drama; gesture based on rhythm; 2. Tone, 
compared by Wagner in a magnificent metaphor to an 
unfathomable ocean which bound together the lands of 
Dance and Poetry; 3. Poetry, necessary to give music 
definite expression; 4. Architecture, employed in the audi- 
torium and stage; 5. Sculpture, vivified in the actions of the 
actor; 6. Paixlting, utilised in the scenery. In conclusion, 
the lecturer said that Wagner's ' Art-Work of the future" 
was not, as had been advanced, a glorification of his own 
musico-dramatic system, but a great look forward to the 
time when art should become a part of our daily life. 

DVORAK'S "REQUIEM " IN BRIGHTON. 
THE production here of Dvorak's great work, on 

March 3I, naturally excited the interest of music-lovers 
in an exceptional degree. Great credit is undoubtedly due 
to the Brighton and Hove Choral and Orchestral Society 

largely introduced into plays. Downes, the dramatic 
historian of this period, spoke highly of a tragedy by 
Shadwell, entitled ' Psyche," set to music by Locke, and 
produced in I673. Pelham Humphrey and Banister also 
helped forward the progress of dramatic music; but the 
first real opera-i.e., in which there were no spoken words, 
was Henry Purcell's " Dido and LEneas," both the music 
and form of which were considerably in advance of the 
works of his contemporaries. After briefly commenting on 
other dramatic writings and operas by this composer, 
Professor Bridge concluded by saying that it had been well 
said that " Henry Purcell is as much the pride of English- 
men in music, as Shakespeare in productions for the stage, 
hfilton in lyric poetry, or Newton in philosophy." 

During the Lectures a most interesting series of perform- 
ances were given by Professor Bridge, Miss Monk, Messrs. 
A. Collard and Dan Price, and choristers of Westminster 
Abbey. 

TRINITY COLLEGE. 
AT the Orchestral Concert given at Princes' Hall, on the 

6th ult., two new works by students were played for the 
first time-viz., an ambitious but somewhat heavy and 
uninteresting Scherzo for orchestra by A. Mistowski, and 
a Caprice, for pianoforte and orchestra, by A. W. Ketelbey. 
The latter young gentleman is evidently old-fashioned 
enough to take Mendelssohn for a model, and to believe in 
the value of an extended, formal melody, such as he has been 
so fortunate as to inventfor his charming second subject. His 
music is clear, graceful, and continuous; it displays an 
agreeable fancy, lightness of touch, and considerable know- 
ledge of effect. Miss Marion Clapton played Liszt's Hun- 
garian Fantasia, but was not altogether equal to the great 
difficulties which it presents. Miss Edith M. Idle gave a 
careful performance of two movements from Henselt's 
Pianoforte Concerto and Mr. C. S. Fenigstein was heard 
once more in the Awldnalte and FislaZe from MendelssohTl's 
Violin Concerto. Miss Maggie Pritchard may be com- 
mended for a tuneful rendering of " With verdure clad." 
The orchestra played some trifles by Bizet and the first and 
last movements from Grieg's now rather hackneyed " Peer 
Gynt" Suite. Considerable improvement was noticeable 
in the strings, especially as regards quality of tone and 
intonation, but the " wind " was less satisfactory. 

THE WAGNER SOCIETY. 
MR. V9. ASHTON ELLIS gave, on March 3o, before the 

Wagner Society, his concluding Lecture on Wagner's " Art- 
Work of the future." The Art-Work was written in six 
weeks in the autumn of I849, an almost incredibly short 
space of time when the amount of deep thought it contained 
was considered. The difficulty of interpreting these works 
arose from their compressed meaning and employment of 
words in a wider sense than their common acceptation. 
Thus, the word *' folk" was used to signify the racial 
characteristics of a people which were frequently traced back. 
as in his great dramas, to early folk-lore. After referring to 
the significations of several other words used by Wagner, Mr. 
Ellis briefly sketched the contents of the principal sections of 
the " Art-Work"-viz., I. Art of Dance-i.e., the pantomimic 
portion of the drama; gesture based on rhythm; 2. Tone, 
compared by Wagner in a magnificent metaphor to an 
unfathomable ocean which bound together the lands of 
Dance and Poetry; 3. Poetry, necessary to give music 
definite expression; 4. Architecture, employed in the audi- 
torium and stage; 5. Sculpture, vivified in the actions of the 
actor; 6. Paixlting, utilised in the scenery. In conclusion, 
the lecturer said that Wagner's ' Art-Work of the future" 
was not, as had been advanced, a glorification of his own 
musico-dramatic system, but a great look forward to the 
time when art should become a part of our daily life. 

DVORAK'S "REQUIEM " IN BRIGHTON. 
THE production here of Dvorak's great work, on 

March 3I, naturally excited the interest of music-lovers 
in an exceptional degree. Great credit is undoubtedly due 
to the Brighton and Hove Choral and Orchestral Society 

largely introduced into plays. Downes, the dramatic 
historian of this period, spoke highly of a tragedy by 
Shadwell, entitled ' Psyche," set to music by Locke, and 
produced in I673. Pelham Humphrey and Banister also 
helped forward the progress of dramatic music; but the 
first real opera-i.e., in which there were no spoken words, 
was Henry Purcell's " Dido and LEneas," both the music 
and form of which were considerably in advance of the 
works of his contemporaries. After briefly commenting on 
other dramatic writings and operas by this composer, 
Professor Bridge concluded by saying that it had been well 
said that " Henry Purcell is as much the pride of English- 
men in music, as Shakespeare in productions for the stage, 
hfilton in lyric poetry, or Newton in philosophy." 

During the Lectures a most interesting series of perform- 
ances were given by Professor Bridge, Miss Monk, Messrs. 
A. Collard and Dan Price, and choristers of Westminster 
Abbey. 

TRINITY COLLEGE. 
AT the Orchestral Concert given at Princes' Hall, on the 

6th ult., two new works by students were played for the 
first time-viz., an ambitious but somewhat heavy and 
uninteresting Scherzo for orchestra by A. Mistowski, and 
a Caprice, for pianoforte and orchestra, by A. W. Ketelbey. 
The latter young gentleman is evidently old-fashioned 
enough to take Mendelssohn for a model, and to believe in 
the value of an extended, formal melody, such as he has been 
so fortunate as to inventfor his charming second subject. His 
music is clear, graceful, and continuous; it displays an 
agreeable fancy, lightness of touch, and considerable know- 
ledge of effect. Miss Marion Clapton played Liszt's Hun- 
garian Fantasia, but was not altogether equal to the great 
difficulties which it presents. Miss Edith M. Idle gave a 
careful performance of two movements from Henselt's 
Pianoforte Concerto and Mr. C. S. Fenigstein was heard 
once more in the Awldnalte and FislaZe from MendelssohTl's 
Violin Concerto. Miss Maggie Pritchard may be com- 
mended for a tuneful rendering of " With verdure clad." 
The orchestra played some trifles by Bizet and the first and 
last movements from Grieg's now rather hackneyed " Peer 
Gynt" Suite. Considerable improvement was noticeable 
in the strings, especially as regards quality of tone and 
intonation, but the " wind " was less satisfactory. 

THE WAGNER SOCIETY. 
MR. V9. ASHTON ELLIS gave, on March 3o, before the 

Wagner Society, his concluding Lecture on Wagner's " Art- 
Work of the future." The Art-Work was written in six 
weeks in the autumn of I849, an almost incredibly short 
space of time when the amount of deep thought it contained 
was considered. The difficulty of interpreting these works 
arose from their compressed meaning and employment of 
words in a wider sense than their common acceptation. 
Thus, the word *' folk" was used to signify the racial 
characteristics of a people which were frequently traced back. 
as in his great dramas, to early folk-lore. After referring to 
the significations of several other words used by Wagner, Mr. 
Ellis briefly sketched the contents of the principal sections of 
the " Art-Work"-viz., I. Art of Dance-i.e., the pantomimic 
portion of the drama; gesture based on rhythm; 2. Tone, 
compared by Wagner in a magnificent metaphor to an 
unfathomable ocean which bound together the lands of 
Dance and Poetry; 3. Poetry, necessary to give music 
definite expression; 4. Architecture, employed in the audi- 
torium and stage; 5. Sculpture, vivified in the actions of the 
actor; 6. Paixlting, utilised in the scenery. In conclusion, 
the lecturer said that Wagner's ' Art-Work of the future" 
was not, as had been advanced, a glorification of his own 
musico-dramatic system, but a great look forward to the 
time when art should become a part of our daily life. 

DVORAK'S "REQUIEM " IN BRIGHTON. 
THE production here of Dvorak's great work, on 

March 3I, naturally excited the interest of music-lovers 
in an exceptional degree. Great credit is undoubtedly due 
to the Brighton and Hove Choral and Orchestral Society 

used having evidently been most carefully selected with 
regard to the appropriateness of their timbre to the 
prevailing sentiment of the dumb show, a fact, the Professor 
said, nvhich seemed hitherto to have escaped notice. During 
the reign of Queen Elizabeth "the inventing of masques 
became a distinct profession," the most celebrated inventors 
being George Ferrers, Soldingham, and Churchyard, all of 
whom contributed to the " princely pleasures of Kenilworth. " 
The early Italian masques chiefly consisted of dancing and 
revelry, accompanied by music of a noisy and inartistic 
character; but they were raised and refined by Eng]ish 
gerlius until they culminated in Milton's " Comus," the 
most beautiful of all. Under Ben Jonson the masque 
acquired dramatic action and lyrical beauty superior to 
anything of the kind that had appeared in Italy. He also 
invented the " Anti-masque," a species of comic interlude 
usually entrusted to professional players and intended as a 
" foil or false masque," a relic of which would still seem to 
exist in the harlequinade of the modern pantomime. The 
first use of the 4' Anti-masque " was in Jonson's " Hue and 
Cry after Cupid," performed in I608. Lord Commissioner 
Arhitelock had left some interesting accounts of a remark- 
able masque given by the Inns of Court, in February, I634 
to (Sharles I. and his queen:- 

" For the musicke, which was particularly committed to 
my charge, I gave to Mr. Ives and Mr. Lawes XI00 a-piece 
for their rewards; for the four French gentlemen, the 
Queen's servants, I thought that a handsome and liberal 
gratifying of them would be made known to the Queen 
their mistress, and well taken by her. I therefore invited 
them one morning to a collation, att St. Dunstan's taverne 
in the greate room, the oracle of Apollo, where each of 
them had his plate lay'd for him, covered, andlthe napkin by 
it, and when they opened their plates, they found in each 
of them forty pieces of gould of their master's coyne, for 
the first dish, and they had cause to be much pleased with 
this surprisall. The rest of the musitians had rewards 
answerable to their parts and qualities: and the whole 
charge of the musicke came to about £ I ,000. . . . The 
charges of all the rest of the masque, which were borne by 
the Societies, were accounted to be above 20,000." 

There could be little doubt but that Milton was indebted 
for the plot of " Comus " to a play entitled " The old wives' 
tale," by George Peele (I595). There was also published 
in I608, and re-issued at Oxford in I634, the very year of 
Milton's "Comus," a Latin play called "Comus," by a 
Dutchman, Hendrik van der Putten. The masque received 
its death blow during the civil wars, although after the 
Restoration several performances were given, and in the 
Library of Westminster Abbey was the score of a masque 
by Dr. Blow, who was organist of the Abbey in I708. 

At the concluding Lecture, the Professor said Shakespeare 
endowed the play with lovely lyrics, and aSorded the 
musician opportunities not before available; and Ben Jonson 
and Milton gave the masque beautiful poetry and dramatic 
action. We were thus brought to the borderland of opera 
towards which both the play and masque had been gradually 
developing. There was, however, one important point to 
be noticed in this development: poets made the play and 
the masque, but musicians made the opera. The importance 
of a good libretto could scarcely be over-estimated, but the 
greatest poet could do nothing for the opera if he were 
allied with a musical charlatan. Shakespeare's plays and 
Milton's '4 Comus " could exist and give pleasure without 
the incidental music, but the majority of the libretti of our 
early English opera was only tolerated for the music. It 
was the enormous strides made by music in this country in 
the sixteenth and seventeenth centuries which made an 
English opera possible. The first step towards the revival 
of the play, after their suppression in I647, was a drama 
entitled '$ Cupid and Death," by Shirley, set to music by 
Locke, and performed before the Portuguese Ambassador in 
I653. A nearer approach to the opera was made in I656 by 
Sir William Davenant, in an " Entertainment in Oeclama- 
tion and Music after the Manner ofthe Ancients," and styled 
in the stage directions " an opera. " It seemed to hae been 
a curious medley of music and declamation, with scenery 
but no real acting. It was, however, one of the first plays 
in which women took part, the lady being Mrs. Coleman 
alluded to in Mr. Pepys' Diary, under date of October 3I 
I665. After the Restoration, music seemed to have been 
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used having evidently been most carefully selected with 
regard to the appropriateness of their timbre to the 
prevailing sentiment of the dumb show, a fact, the Professor 
said, nvhich seemed hitherto to have escaped notice. During 
the reign of Queen Elizabeth "the inventing of masques 
became a distinct profession," the most celebrated inventors 
being George Ferrers, Soldingham, and Churchyard, all of 
whom contributed to the " princely pleasures of Kenilworth. " 
The early Italian masques chiefly consisted of dancing and 
revelry, accompanied by music of a noisy and inartistic 
character; but they were raised and refined by Eng]ish 
gerlius until they culminated in Milton's " Comus," the 
most beautiful of all. Under Ben Jonson the masque 
acquired dramatic action and lyrical beauty superior to 
anything of the kind that had appeared in Italy. He also 
invented the " Anti-masque," a species of comic interlude 
usually entrusted to professional players and intended as a 
" foil or false masque," a relic of which would still seem to 
exist in the harlequinade of the modern pantomime. The 
first use of the 4' Anti-masque " was in Jonson's " Hue and 
Cry after Cupid," performed in I608. Lord Commissioner 
Arhitelock had left some interesting accounts of a remark- 
able masque given by the Inns of Court, in February, I634 
to (Sharles I. and his queen:- 

" For the musicke, which was particularly committed to 
my charge, I gave to Mr. Ives and Mr. Lawes XI00 a-piece 
for their rewards; for the four French gentlemen, the 
Queen's servants, I thought that a handsome and liberal 
gratifying of them would be made known to the Queen 
their mistress, and well taken by her. I therefore invited 
them one morning to a collation, att St. Dunstan's taverne 
in the greate room, the oracle of Apollo, where each of 
them had his plate lay'd for him, covered, andlthe napkin by 
it, and when they opened their plates, they found in each 
of them forty pieces of gould of their master's coyne, for 
the first dish, and they had cause to be much pleased with 
this surprisall. The rest of the musitians had rewards 
answerable to their parts and qualities: and the whole 
charge of the musicke came to about £ I ,000. . . . The 
charges of all the rest of the masque, which were borne by 
the Societies, were accounted to be above 20,000." 

There could be little doubt but that Milton was indebted 
for the plot of " Comus " to a play entitled " The old wives' 
tale," by George Peele (I595). There was also published 
in I608, and re-issued at Oxford in I634, the very year of 
Milton's "Comus," a Latin play called "Comus," by a 
Dutchman, Hendrik van der Putten. The masque received 
its death blow during the civil wars, although after the 
Restoration several performances were given, and in the 
Library of Westminster Abbey was the score of a masque 
by Dr. Blow, who was organist of the Abbey in I708. 

At the concluding Lecture, the Professor said Shakespeare 
endowed the play with lovely lyrics, and aSorded the 
musician opportunities not before available; and Ben Jonson 
and Milton gave the masque beautiful poetry and dramatic 
action. We were thus brought to the borderland of opera 
towards which both the play and masque had been gradually 
developing. There was, however, one important point to 
be noticed in this development: poets made the play and 
the masque, but musicians made the opera. The importance 
of a good libretto could scarcely be over-estimated, but the 
greatest poet could do nothing for the opera if he were 
allied with a musical charlatan. Shakespeare's plays and 
Milton's '4 Comus " could exist and give pleasure without 
the incidental music, but the majority of the libretti of our 
early English opera was only tolerated for the music. It 
was the enormous strides made by music in this country in 
the sixteenth and seventeenth centuries which made an 
English opera possible. The first step towards the revival 
of the play, after their suppression in I647, was a drama 
entitled '$ Cupid and Death," by Shirley, set to music by 
Locke, and performed before the Portuguese Ambassador in 
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